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• J ujol as teacher (interview with Federico Correa) . lit"- 1 
Q. Jujol's two facets, as designer and teacher, are closely related. 
At the beginning of his period as a teacher, Jujol gave classes of 
Fauna and Flora. What did he teach when you had him as a 
lecturer? 
F.C. We did a copies of architectural element drawings on a 
natural scale. 1 was a student of Jujol's during the 1947-48 
. 
SeSSIOn. 
Q. Jujol drew very quickly and with great precision. Did he 
use the blackboard to draw in his classes as he did in the 
Escuela de Trabajo? 
F .C . No. When 1 was his student he didn't use the blackboard. 
In fact, there was no blackboard in the classroom. He did his 
drawings directly onto paper and sorne people kept them. 
Q . One of his pedagogical theories was that drawings should 
be copies of reality, or at least the most faithful reproductions 
possible. To this end in sorne of his classes he took students on 
visits to old buildings. At the beginning of his teaching career 
this was highly revolutionary, since in the School the custom 
was to draw from plaster models ... 
F . C . Jujol's teaching method when 1 was his student was to 
make us copy elements of historical architecture in Barcelona. At 
that time we weren ' t aware -or at least 1 wasn't- of the 
importance of what we were doing. 
Jujol was quite an old man, he was tired and we didn ' t have 
very frequent verbal contact with him. As a teacher he was rather 
inaccessible and the truth is that it wasn't until many years 
afterwards, when 1 had to decide on my own teaching methods 
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at the School of Architecture, that 1 actually 
realised the importance of what he had done. 
The importance of drawing architecture in 
arder to know it better is something we bore 
very much in mind when we worked out the 
Plan of Architecture Studies, thinking precise-
ly about Jujol's theories. The importance of 
drawing it, measuring it - which is what ar-
chitects had done back in history when they 
went to Rome to take the measurements of 
buildings and reproduce them- was that it 
forced you to become aware of the propor-
tions, of the details, of the relationships bet-
ween them and the environment in which this 
architecture had been produced. This was 
more or less Jujol' s idea. Forme Jujol's lesson 
was how he put into practice such a cold 
system called «Drawing, copy of architectural 
elements» in an effective way through his own 
personality, naturally enough. At that time 1 
took Jujol's subject as another drawing class; 
nevertheless, later 1 understood that those 
drawings were a way of looking at architec-
ture and 1 understood that he had very careful-
ly selected the elements we had to draw. For 
example, 1 think 1 understood Gothic architec-
ture thanks to these drawings. The coldness 
with which we studied the classical orders in 
other classes here took on a very interesting 
freedom from reality. The importance of the 
syntax of mouldings in classical architecture 
-when you see that established canons are not 
followed to the letter and that each author 
manipulates them in his own way- is 
something you realise when you have to carry 
out the tedious task of reproducing always on 
a large scale. One of my draw ings, the door 
of the Convent of the Mercenarios, was to a 
scale of 1 : 2. 
Q . They were always drawings of details ... 
F.c. Y es. The first one 1 did was one of the 
flagstones in the Cathedral cloister, which had 
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to be reproduced natural size. The reproduc-
tion technique was very simple: it consisted 
in placing the sheet of paper on the flagstone 
and rubbing it with a pencil. That way you got 
the drawing. Working there, seeing that the 
floor was memorial stones from former graves, 
a significance emerged that you would never 
notice simply by walking through the cloister. 
My next work was a coat of arms from the 
Cathedral choir, which· allowed me to make 
contact with architecture in a very deep, in-
timate way and understand the meaning of the 
choir. Naturally, we weren't aware of this 
while we were working: it was later when I 
noticed that the Gothic had a meaning for me 
that it didn't have for students from elsewhere. 
When I did the course at the CIAM in Venice 
in 1952, I realised that the training we had had 
in historical architecture, thanks above all to 
Jujol's attention, was frankly superior. 
Another work I did was the rose window 
from the Pedralbes church , and this was very 
difficult because we had to take the photo-
graphs from a great distance - the Pedralbes 
Monastery was enclosed in those days. The 
mechanical difficulties were great, but 1 don't 
remember him ever explaining the intentions 
behind what he did. They must have been so 
clear to him that I suppose he intended us to 
discover them for ourselves later. 
Q. The same attitude that Jujol caused in 
his students, when he placed then in direct 
contact with the architectural element, also 
characterised his own architectural practice. 
He himself did the sgraffito on the fa9ade of 
the Bruguera house, climbing onto the scaf-
folding and on the first pattern drawn out by 
the workers he took a big chisel and worked 
directly on the surface, drawing the outline 
and finishing the sgraffito. 
F.c . Regarding Jujol as an architect, there 
is a story he told me himself when Alfonso 
Mila and I began the course. We went as new 
students to introduce ourselves to him, and 
Alfonso Mila told him he was the nephew of 
the owner of La Pedrera. Jujol 's reaction to 
this was one of anger: «lt hardly seems possi-
ble, those horrible bourgeois people who 
didn't want to finish the building for eco-
nomic reasons!» He did a drawing of how 
the Casa Mila was supposed to be finished off, 
with a Virgin of the Rosary in the middle and 
angels on both sides. At that time we were 
hardly very fetishist so it didn't occur to us 
to keep the drawing and, of course, we had 
no idea of how important such things were 
to become in the future. 
I remember that he told us that there had 
also been problems with the grilles in the 
semi-basement. Gaudí had proposed a grille 
-only the first one in Calle Provenza was ever 
finished- in the form of the curves produc-
ed by silk ribbon when it is thrown into the 
air. Formed from quite a wide bar - 7 or 8 
centimetres- the curves , when joined, form-
ed the grille. The budget was very high, so the 
owner decided to put simple straight bars in 
an orthogonal criss-cross arrangement. See-
ing such a disaster that betrayed the master's 
concept, he personally took a set of pliers and 
twisted each and every one of the bars, giv-
ing them a spiral form. These grilles, which 
were removed in the sixties, were the ones I 
saw being sold in New York as Gaudí's grilles 
for La Pedrera. 
I also remember - and it was the Mila 
family w ho told me this- that he himself 
painted the dining-room in La Pedrera using 
a rag soaked in paint and a small wooden 
stick. He used this as a catapult and threw it 
against the wall, and the stain , that began to 
spread downwards, formed an irregular 
shape which Jujol outlined with a bush dip-
ped in metallic paint. This was the basis for 
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the decoration in the dining-room of La 
Pedrera , but it was later lost because after 
sorne years the Mila family renovated 
everything and lamentably destroyed all the 
original interiors . 
Q . In connection with his teaching, Jujol 
attached great importance to lettering. 
F.c. In the drawings we students did, Ju-
jol would do the letters, or at least the base 
for letters, which we would then draw on top. 
Q . Did he contribute to the drawings of 
every student? 
F.c. Yes, directly. The letters on the draw-
ings in the corridors of the School -lettering 
that has an air somewhere between medieval 
and modernista- are all by him. Ju jol did 
them directly on the drawing and we would 
complete them, generally with metallic paint. 
Q . In his students' drawings Jujol even 
took advantage of the smudges they had in-
advertently made. 
F.c. He would always insist that the draw-
ings should never be too polished. He liked 
there to be a certain mystery to them. 
In the class below mine, one of the students 
was painting in watercolour and in the typical 
gesture of shaking his brush to dry it he 
splashed the paper of the student working 
next to him. He was enfuriated by the mark 
that went across his painting almost in a 
diagonal, but when Jujol saw it, he said, 
«Don't worry. It's pretty» («No es preocupi, 
fa bonic») and the phrase became famous 
from then onwards in the School. 
Jujol never wanted drawings to have that 
excessive, unpleasant elementary geometry, 
and above all he disliked immediate clarity. 
He tried never to produce elements of pure 
geometry, but rather complex elements like 
in the painting of the dining-room in the Casa 
Mila. He also wanted to make us see the 
charm of the cleterioration undergone by 
historical architecture over lhe years. 1 think 
all this reflec ts a specific formal vision. 
Q. What did the fact that Jujol had his own 
professional practice mean to him as a 
teacher? Was he able to show his students 
sorne of his own works and his way of 
underslanding architecture? 
F.c. When he was my teacher, Noucen-
tisme had given Modernisme a sharp knock 
on the head. As a measure of his talen t he 
himself did the fountain in the Plaza España 
which had little to do with the Jujol we had 
in mind. After the Civil War Jujol must have 
felt no identification at all with the neo-
Escorialism that was prevalent in architec-
ture. When 1 knew him he was a relic of a 
former period and it's possible he thought we 
wouldn't be very interested in seeing his 
works. The fact is that 1 never saw any. 
Q. At the beginning of his teaching career, 
all his students spoke very highly of his 
classes. Later however, this was not the case, 
possibly because it was difficult to see the 
point of his choice of subject. Jujol felt that 
words should be kept to a mínimum but 
should always be accompanied with a profu-
sion of graphics and drawings. 
F.c. Y es, there was a kind of defensive jok-
ing and irony on the part of the students. 
There always is, above all when teachers 
repeat specific themes over many years. 
Besides, Jujol was in a way a comic figure. 
He was a man of few words and his ex-
planations were very brief. He would walk 
among the tables in silence, looking; then he 
would say something, very little , to a student. 
1 must say l've never deeply analysed Jujol's 
way of teaching, but his classes were very 
useful to me. As a student it's important to 
feel that you are being taught something that 
the teacher deeply believes in. Jujol and Rafols 
transmitted this thoroughly and they are the 
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only teachers from the School for whom 1 feel 
a genuine respect, fundamentally because 
they felt an authentic passion for what they 
taught. Passion and faith are two things that 
are transmitted most strongly to students and 
the two things that justify the existen ce of the 
University and personal education. Both men 
had such a clear educational ideology that 
they didn't have to express it in public 
and over the years we gradually learned to 
recognise their intentions. In this sense I'm 
glad to be able to pay homage to Jujol because 
his teaching was very valuable to all of us. 
Q . There's a phrase I've taken from 
Rafols' 1950 article that says, «Jujol used the 
pencil, the pen, the brush, scissors or pincers 
( ... )as ifthey were a new language, which for 
him was worth more than words ... » 
F.c. Yes. He wasn't given to offering great 
explanations, and 1 understand this because 
what was important was the way he struc-
tured his work. His work was architecture 
and his language was plastic. 
Although he was a tired old man, he was 
very sharp with a lively, astute, ironic mind. 
Because he spoke so little he would surprise 
you with the acuteness with which he would 
reply to a question or comment on a certain 
subject. 
Oraw.ings by Ju jol on lhe school blackboard . Pholograph preser ved in lhe jujol a rchive. 
Twislcd iron ba rs in lhc l.a Pedrera grati ng. 1970. 
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